In the section of his Salon review entitled 'Le Public moderne et la photographie', Baudelaire accuses the contemporary populous of accepting and celebrating a positivistic 'goût exclusif du Vrai', 4 which photography fuelled. Beginning with the 1854 invention of the carte-de-visite process, which allowed for relatively inexpensive mass-production of photographic portraits, photography, for Baudelaire, became an 'industrie' as opposed to an art, and must now wholly accept its role as 'la servante des scienes et des arts, mais la très-humble servante'. 5 Baudelaire's assessment not only fuelled dichotomies with which photography was subsequently yoked -art versus technology, fiction versus document, subjectivity versus objectivity, illusion versus reality etc. -but also helped to shape the French public and governmental discourse on photography all the way up until the later third of the twentieth century.
It was in the 1970s and 1980s that photography is generally considered to have been fully embraced by French cultural and political institutions, both in parallel with, but also in response to, its widespread recognition as a fully-fledged fine art by the international artistic establishment. However, it must be stressed that a number of pioneering initiatives by individual enthusiasts engaged in valorising photography as an in-itself valuable artistic (or otherwise culturally significant) activity in the form of events, galleries and editorial projects, for example, preceded the official move towards a centralized and cogent cultural politics of the medium. In fact, in looking more closely at the historical specifics of photography's 4 Charles Baudelaire, 'Salon de 1859', in OEuvres complètes, ed. by Yves-Gérard Le Dantec (Paris: Gallimard/Bibliothèque de la Pléiade, 1954), pp. 761-80 (p. 769) .
cultural institutionalisation from the 1970s onwards, 6 it is clear that in many respects rather than lead the way in prospective fashion, an official cultural politics of photography began to emerge in a relatively uncoordinated and piecemeal fashion in the wake of changes on the ground, as it were, seen here to include changes in archival and exhibition practices in French libraries and art museums, and the creation of dedicated photography museums.
Individual enthusiasts and early initiatives
Despite its increasingly ubiquitous presence of photographic images in the visual landscape of mid-twentieth-century life, and the medium becoming a subject of academic study (including in the seminal semiotic and sociological writings of Roland Barthes and Pierre Bourdieu respectively 7 ), the 1950s and '60s saw no significant public initiatives related to the multifaceted cultural and artistic nature and capacity of photography, nor to the history of the medium. Indeed, it can be argued, following Christian Gattinoni, that up until the mid-1970s, most activity in this direction was initiated by individual enthusiasts on a notably regional rather than national basis. 
Photography and fine art collections
As already noted, since its invention, photography, the result of mid-nineteenth-century Lang, who it must be said reacted to local and regional activities, including those already mentioned, which he sought to frame, a posteriori, and centralize in political and institutional terms.
Apart from Malraux himself, no other culture minister has influenced the cultural landscape of twentieth-century France to a greater extent than Lang, as has often been noted. However, as Morel has explained, the primary photography organisation of the Ministry of Culture became the Centre national de la photographie (CNP) in 1982. 46 In his July speech on the new governmental directions and initiatives with respect to photography, the culture minister described the current Zeitgeist as a desire for the recognition of 'la place de la photographie dans la grande famille des arts plastiques' and called for more extensive political action in this respect, while simultaneously acknowledging that un pays comme la France, inventeur et berceau de la photographie, n'a peut-être pas donné à la photographie, à l'art de la photographie, à l'enseignement de la photographie, à la diffusion de la photographie, la place pleine et entière qu'elle mérite. The CNP also initiated a major publication programme, the distinctively black coloured Photo Poche series, with each small-format volume dedicated to the work of one photographer (the first in the series was on Nadar), or specific themes, such as the history of the medium, or specific genres of photography. 
